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Abstract

Amaranthine | adjective
am·a·ran·thine | \ ˌa-mə-ˈran(t)-thən , -ˈran-ˌthīn \
1a : of or relating to an amaranth
b : Eternally beautiful and unfading; everlasting, undying
2 : of the color amaranth; a shade of reddish-rose
(Merriam-Webster 1)
My work explores the narrative I share with family in relation to who I am and
how I have developed as a result of both positive and negative influences. Despite the
dysfunctional dynamics that I experience with my family, I choose to remain connected
to them and continue to endure and persevere through the obstacles that they create. I
particularly experience these moments through varying degrees of confrontation and
escapism along a pendulous spectrum.
My thesis exhibition, Amaranthine, is an exploration of process, family, and self
through the use of sculpture, installation, video, and audio. These elements create an
experience that travels the process-oriented path of a person attempting to understand the
confusion they feel regarding perspective and reality as it relates to their complex familial
relationships. The use of unique art-making systems to create each piece adds nuances of
time, process, introspection, narrative, and endurance; abstract process-based sculptures
lead to a shadowed amaranth-red cave that houses a beautifully-rusted rose garden. This
psychological landscape allows for rumination, mainly for the present, but with room for
the future as the pendulous-nature of this situation is acknowledged, foreseen, and
accepted as being everlasting.
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CHOOSING PENUMBRA

Family
“Five is the most important number. Do you know why? Because it represents
each one of us.” (Figure 1). This is something that my father would always tell me,
saying so as he would hold up his hand, fingers splayed, indicating each digit as he
spoke. Each finger on the hand was necessary for the hand to be whole, for it to work to
its fullest capacity. Without a finger, the hand would not operate how it could and should.
And the less fingers there are, the less the hand works. But with all five, it can function in
solidarity.
I was raised with the notion that family is important. “Family is the second most
important thing in this world, right before God”, as my father says. I believe this to be
true, but as I get older and gain autonomy, I begin to question if I truly believe this, or if I
have been conditioned to believe this. But either way, I find myself holding the notion of
family, and all that that entails, to a high standard. I do this consciously but also
instinctually, and because of this, it makes me wonder once again if being this way is just
a part of who I am or if I have been taught this mindset. But besides this uncertainty, what
I do know is that I love my family. I have not been conditioned to do so, nor does the fact
that they are my family automatically mean that I should. It is an unexplainable feeling,
yet despite my questioning, a feeling that I embrace.
I believe that it is a combination of the values that my family instilled in me and
the unadulterated love that I have for them that subsequently causes me to perpetually
endure, forgive, and embrace them for who they are and all that they do. This pendulous
1

journey seems to be fueled by the redemption I find in my family despite all of the
negative moments I have experienced with them.
My work explores the narrative I have with family in relation to who I am and
how I have developed as a result of both positive and negative influences. Despite the
dysfunctional dynamics that I experience with my family, I choose to remain connected
to them and continue to endure and persevere through the obstacles that they create. I
particularly experience and explore these moments through varying degrees of
confrontation and escapism along a pendulous spectrum.
Rebecca Solnit asks us to question what our stories are in her book The Faraway
Nearby. “What’s your story? It’s all in the telling. Stories are compasses and architecture;
we navigate by them, we build our sanctuaries and our prisons out of them…To love
someone is to put yourself in their place, we say, which is to put yourself in their story, or
figure out how to tell yourself their story. Which means that a place is a story, and stories
are geography, and empathy is first of all an act of imagination, a storyteller’s art, and
then a way of traveling from here to there” (Solnit, 3).
It is during the moments when my family is talking to one another, their words
indistinguishable yet warm, as I sink into the background and simply observe them, that I
find myself absentmindedly smiling. It is the birthdays where we are all in the kitchen,
where on the table is the traditional Carvel Ice Cream cake that we get every year.
Everyone is singing happy birthday to me, and the only thing I can see illuminated by the
candlelight are the smiling faces of my family members, and I find myself teary-eyed and
thankful that they are my family. And this wonderful birthday memory makes me almost
forget about the times that I would hear my father tell my siblings and I that he wished
2

we had never been born. It makes me then think of the small, tiny note he wrote on the
back of one of his business cards that says “Thank you for being born”, accompanied
with his signature roses that he gave to me when I left for college. Yet it is when after my
mom got shot by the person who tried to forcefully take her car from her that we all
banded together to be there for her because that is what family does, even though just
hours ago the house had been full of swearing and screaming. And it is when, after our
beloved dog Rocky of thirteen years was too sick to be in any more pain for another day,
that we decided to anesthetize him, and I remember how I did not grieve alone. Because
despite the recents fights and prolonged silences that had transpired between my father
and brother, the witnessing of which tore us all apart, the two of them put their
differences aside so that we could all say goodbye to Rocky together.
I continue to endure through all of these moments, some joyous and some tragic,
all to decide if I should continue to have them be a part of my life. Once I consider
everything, I know that keeping them in my life is what I truly want.

Escapism and Confrontation
Even though I have made the conscious choice to keep my family in my life, the
level of interactivity and exposure to them is not random, but something that I control.
However, this is only a recent discovery, as these choices were not always consciously
made. As an adolescent, a majority of my behavior towards my family was avoidant. I
did not want to be involved with the issues and fights that they created, but even so, there
were times when this was not a choice. It was during these moments that I found myself
wanting to escape from what was happening, yet at the time, I did not know that there
3

was a term for this feeling. I continued to avoid them and the issues that would occur
from the end of my adolescence into adulthood, especially when I began attending
college.
With college came a more well-developed sense of autonomy and individuality. I
was able to pull myself out of the space I had been in with them (physically, mentally,
and emotionally), enabling me to gain an outside perspective on my situation. This is
what allowed me to see that I was subconsciously practicing escapism, while also giving
me the opportunity and time to heal, which allowed me to eventually confront my
situation. After coming to these realizations, I began to explore what it all meant through
my artwork.
Escapism: BTS (Figure 2) is the piece that shifted my perspective from the
subconscious to the conscious. The creation of it began with an instinctual drive to create
a piece based on what I was investing most of my time in; consuming media from the
band BTS. In this piece, I used various types of media, including video and sculpture, to
create a sensorially overwhelming installation. The installation included 770 pieces of
paper containing screenshots of metadata from a year's worth of my own personal media
consumption. Paired with this are two videos; one of which is a one hour long video
compiled of one second clips taken from the band’s music videos, variety show, and
many other types of videos pertaining to the band, while the other is a one hour long
video of myself scrolling through social media as I consume their content.
I had been spending so much time on them and their content that I was not
focusing on anything else in my life. Once I began to make this piece and analyze why I
was doing so and what it was about, I started to realize that it was because I could not
4

focus on my daily life, much of which was consumed by my family, and at the time, very
negative events. This led to my research about escapism, which by definition means “an
activity, a form of entertainment, etc., that helps you avoid or forget unpleasant or boring
things” (Oxford 1). I made the connection that the piece was not made from pure instinct,
but came from a place that was subconsciously aware of my aversive actions. This
newfound knowledge gave me a sense of power over my situation; one where I felt like I
had some control over a situation that seemed like I had no control over at all. And now
that I realized I was escaping my situation, it was this power that gave me the ability to
confront my situation.
In my thesis proposal exhibition titled Attempting Insanity (Figure 3), I express
through video, performance, and process documentation various coping strategies as I
directly confront my family and our situation. Within the exhibition, the piece Trial 1 and
Trial 2 (Figure 4) depicts a compilation of videos that I have taken over the past few
years, all of which are positive in content and memory. Displayed next to this video is a
documented performance video of myself practicing yoga without a mat, causing the
process to become more arduous. And the audio that accompanies both videoes is of a
recording of my family arguing, my voice counting from one to four repetitively, the
tapping of my fingers, and the sound of me breathing. The last three sounds are all
fluctuating in pace and volume as I react to the audio track of my family arguing. These
elements come together to create a piece that is raw, emotional, and as was the goal,
confrontational. I used the power that had been instilled in me after claiming and
recognizing where I stood regarding my family, effectively allowing myself to heal in a
lot of ways.
5

Confusion and Distance
After the creation of Escapism: BTS and the body of work Attempting Insanity,
despite having made a lot of discoveries and crossed a lot of personal milestones, I
somehow found that I was confused. I had explored these two very adverse sides of a
spectrum I was only beginning to understand. I thought I would have more clarity, yet
there was a haziness hovering over me, one that was caused by my uncertainty of which
narrative of my family I should believe in.
To elaborate, I have expressed in all of my works a sense of duality; the positive
and negative moments that occur in my family and exist simultaneously, and despite the
severely negative moments we have, I see that the positive moments outweigh this
negativity. I recognize and accept this, yet at times, it is difficult for others to completely
understand, especially when I make it clear that I still actively associate with my family.
Even though I have escaped and confronted them, I want them in my life. A major factor
that allowed me to gain this knowledge is distance. As mentioned previously, I left home
to attend college, which is three and a half hours from home. Initially this distance is
what gave me the space to analyze all of my experiences with my family, both positive
and negative, yet as time progresses, coupled with the distance when I am away from
them, I find that I tend to only think about the positive moments I share with my family.
This in turn makes me miss them more, and these feelings of longing and love actually
blur and suppress the negative memories I have of them. Yet when I go home to visit my
family, I am reminded of one of the reasons why I left home; to get away from all of the
negativity that transpires there. This is why I am left in a state of confusion. I know that

6

both perspectives exist and are true, yet I question these perspectives altogether. As stated
in A Treatise Concerning the Principles of Human Knowledge:

But, say you, surely there is nothing easier than for me to imagine trees, for
instance, in a park, or books existing in a closet, and nobody by to perceive
them…
The objects of sense exist only when they are perceived; the trees therefore are in
the garden... no longer than while there is somebody by to perceive them.
(Berkeley 45)
Today, this philosophy’s more common interpretation is, “if a tree falls down in a
forest, and no one is around to hear it, does it make a sound?” Just because I am
physically distant from my family does not mean that the fights do not happen. I may not
see and hear these moments, but I know that they still occur. Yet if I do not see or hear
them, do they exist within my own reality? Am I being ignorant of this by choosing to be
distant to them, which as stated, makes me suppress the negativity that I remember and
know is back home? Or is it okay for me to bask in the positive moments that I remember
even though numerous arguments are most likely occurring while I am away? Which
perspective should I adopt? What is real and what is not?

Homunculus
During the summer of 2021, I came across a video series on YouTube titled
Homunculus (Korney)(Figure 5). This series depicts a person who is a self-proclaimed
Russian scientist named Korney conducting various experiments. These experiments
consist of testing the insemination of chicken eggs with human semen. He claims that he
7

is following a medieval alchemy textbook that describes these experiments and, albeit
vague in detail, allows one to create life. Homunculus by definition means, “a very small
human or human-like creature” (Oxford 1). Some of these experiments are successful,
and the result is indeed, a human-like creature. Whether one wishes to believe these
creatures are real or not, that is for the viewer to decide, but for me, my first initial and
guttural reaction was that they are real. This caused a disruption to occur within me; these
creatures should not exist, yet they do, and I could not compute or make sense of this
information. And after having watched this series in its entirety, with each video
appearing just as credible and bewildering as the last, I had an epiphany. This feeling of
not knowing what is real or not is exactly how I feel towards my family. I had now found
a direction to travel towards in order to begin to understand this utterly deep sense of
confusion and used it to fuel my research. This led me to begin my endeavor in collecting
materials and choosing specific media that would embody this sense of confusion.

Allegory of the Cave
When I first explored these ideas of escapism, confrontation, and the hazy, gray
area that I had been experiencing between the two, I believed that I was traveling along a
linear spectrum, one where escapism and confrontation were at the polar opposite ends of
the spectrum and my confusion resided between them. However, through my research, I
discovered that I am actually traveling along a pendulous spectrum. I am discussing
complex, human emotions and relationships, which warrants a more organic and moving
spectrum rather than the frigid, fixed movement that is of a linear spectrum. Having this
organic pendulous spectrum in mind, it allows me to further appropriately consider the
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complexity of my situation; I would move from escapism to the hazy confusion, perhaps
back to escapism, and then all the way to confrontation, over and over and in similar yet
different configurations each time. This movement is what has led me to realize the
importance of layout within the gallery when viewing the work. How will the viewer
understand this spectrum that I find myself on, and what configuration can I use to
deliver this in its best form?
To reiterate, as I examine where I am along this pendulous spectrum, I currently
find myself in a state of confusion regarding my family. I am not exactly confronting
these realities, nor am I escaping from them, but I am moving somewhere in between. I
have noticed that the farther from home that I am, the more that I think of the good
moments my family and I have had together. But when I go home, I am reminded of why
I moved away from home. I find myself caught between these realities, not sure of which
one I am more drawn to. It is only when my perspective is shifted that I encounter each
one, but regardless, I know they both exist simultaneously. Because of this, I find myself
in a state of confusion.
The Allegory of the Cave is an allegory presented by the Greek philosopher Plato.
He aims to understand and perceive the higher levels of reality. (Figure 6)
In the allegory, Socrates describes a group of people who have lived chained to
the wall of a cave all their lives, facing a blank wall. The people watch shadows
projected on the wall from objects passing in front of a fire behind them and give
names to these shadows. The shadows are the prisoners' reality, but are not
accurate ations of the real world…
Socrates explains how the philosopher is like a prisoner who is freed from the
cave and comes to understand that the shadows on the wall are actually not reality
at all. A philosopher aims to understand and perceive the higher levels of reality.
Three higher levels exist: the natural sciences; mathematics, geometry, and
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deductive logic; and the theory of forms. However, the other inmates of the cave
do not even desire to leave their prison, for they know no better life.
(Ferguson 15-28)
This is the configuration that I have discovered for presenting my work in a
complex, fluid way. In relation to my work and my family, I feel as though the shadows
that the prisoners are viewing represent the more positive memories I tend to focus on,
and as I shift my focus away from the shadows, I am confronted with the objects causing
them; my family and all of the negativity attached to them that I would rather ignore.
Plato also describes in The Allegory that once the prisoners are shown the real truth, the
real objects creating the shadows, they become hostile and wish to remain with the
shadows (Gendler 1). Like the prisoners, I find that I am more comfortable with the
shadows instead of the objects that create the shadows. I do not want to pay attention to
the truth of my situation; my home life has holes and cracks, ones that we are all aware of
but no one seems to want to take the initiative to fix. At the same time, there are also
positive memories. Because I am aware of both positions, having been the prisoner, and
now the philosopher, I have the unique perspective of both roles. I acknowledge the
fragmented shadows that derive from the real objects behind them once illuminated with
light.
Jorge Arribasplata, a Peruvian artist, created the painting entitled An
interpretation of Plato’s Allegory of the Cave and Dante’s Inferno Painting. (Figure 7)
The composition is overcome with a vibrant shade of red, exactly like the one I am using
in my work, which is further explained in the section “Birthday Cards”. Repetitive
umbrella-like mounds can be seen in the foreground, their numbers increasing as they
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move towards the very back of the painting, all leading up to the entrance and exit of the
cave. It seems that these little red mounds are the prisoners in the cave. The linearity of
the mounds suggests that they are moving; whether that be to leave the cave or move
further inside of it, I am not sure. They may also be standing still, perhaps stuck inside of
the cave like the prisoners they are, not yet having discovered the real “truth” and that
they can indeed leave (Arribasplata, 1).
The mounds featured in his work are also surrounded by the overarching walls of
the cave, which are colored with an even darker red. The repetition, shape, and potential
movement all inform and support the layout of my thesis exhibition, Amaranthine.
In 2009, artist Huang Yong Ping made Caverne (Figure 8), a piece that “uses
Plato’s famous allegory to comment on contemporary politics” (Getty 1). Ping uses the
allegory to comment on the Taliban’s destruction of images and culture through sculpture
and installation art. He plays with materials such as light, figurative statues, shadows, and
perspective. Although our work speaks to different ideas, it is still seen through the same
allegorical lens, as well as uses the same materials and similar methodologies.
Caverne is a large cave-like structure, where the only way to view the inside of
the cave is through a small hole that only the eye can look through (Figure 8a). Through
this forced perspective, one can see the figurative statues within, and a light source that
casts shadows from the statues, appearing as if there are two types of figures within;
some made of stone and the others made of shadow. Since the environment within the
cave is only lit from a single light source, it creates a dim and obscured ambience,
making it difficult to know what is “real” within the space (Getty 1).The layers of
ambiguity make you cling to what is familiar; you see a statue and believe it to be a real
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person, but with time, you realize it is, in fact, just a statue, and that moment of
recognition fades away, leaving you to feel even more lost than you had before. This
illusion extends to the projected shadows, which at first appear to be shrouded statues.
You feel confident in this assessment, having been fooled once and thinking you know
for sure what you are looking at, but, in truth, you are actually looking at the
shadowed-versions of the real thing. You view the work with wonder and intrigue, and
are put in the position of having to question and decipher what is before you. And it is
this state of questioning that has become the launching place for my body of work.
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MFA Thesis Exhibition: Amaranthine

Through my MFA Thesis Exhibition, it is my goal to wade through these
confusing realities so that I may achieve a better understanding of my current situation so
that I may process, heal, and potentially come to a conclusion. And it is in Amaranthine,
my thesis exhibition, that I explore these ideas.
This installation exhibits the process of this exploration, all of which is directly
influenced by my family, research, and self. It is my own psychological landscape. I do
this through the use of sculpture, installation, video, and audio. By focusing on the
symbolism of material through sculpture and the immersiveness of video, audio, and
installation, I am able to bring my experiences to life by harnessing this famous Greek
allegory as a metaphor, which characterizes my interactions with my family perfectly,
while questioning and exploring what control, chance, choice, systems, and process
means to myself and my work.

We think we tell stories, but stories often tell us, tell us to love or to hate, to see or
to be blind. Often, too often, stories saddle us, ride us, whip us onward, tell us
what to do, and we do it without questioning. The task of learning to be free
requires learning to hear them, to question them, to pause and hear silence, to
name them, and then to become the storyteller.
(Solnit 4)
Birthday Cards
To begin, the main source of inspiration that I am pulling from is the imagery my
father has drawn on all of my birthday cards to date (Figure 9). He draws a very unique
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stylized rose bush, always with five diamond-like buds colored with a vibrant
candy-apple red and grass green stems. These roses are a symbolic representation of the
pure love that these birthday cards embody. This is one of the reasons that I chose to
further explore this imagery in my artwork. I had an instinctive inclination to make them
into three-dimensional sculptures. Perhaps this is because I wanted to make this pure love
real (Figure 9a). By bringing them out of the two-dimensional realm and into the
three-dimensional realm, this love is now tangible, having moved from one reality into
another. This also references my confusion regarding the two realities that I am
confronting at the moment. In order to further these two differing yet coexisting realities,
I use systems and processes to create a harmonious juxtaposition amongst materials as it
relates to my concept. I begin doing this by exploring and choosing which materials and
mediums I believe will work best. For Amaranthine, I have chosen the vehicle of
installation art with media such as steel, fabric, video, and audio. Each medium I use
supports this idea, and collectively, they ultimately embody the current state of my mind;
how I am learning to understand my familial relationships and how I am creating artwork
based on these experiences.
Multimedia artist Lesley Dill creates work that directly references language, such
as poems and stories, and has ties to her experiences as well. One of the most impactful
moments of her life was when her family found out that her father was diagnosed with
paranoid schizophrenia. This illness changed the way he viewed and interpreted
language. Each word always had a secret or surface meaning to it. A simple word such as
“leaving” could carry much more weight than intended. One could say, “I’m leaving to
go to the store!”, but he would interpret it as, “I’m leaving and am never coming back.”
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He often used this alternative interpretation method for various colors, particularly red. It
served as a warning sign for him, and because of this, it subsequently changed what the
color meant to Dill (Dill 1). The creation of her piece, Rise (Figure 10), is a deep dive
into the color red and the multiple meanings it now has to her by using mediums such as
fabric, language, and installation.
Her relationship with her father has provided many instances that have made her
consider language to be so complex, having many endless and instantaneous meanings.
Just as she now has a special connection to the color red, I hold the same form of
connection to the red roses my father draws. The essence behind the idea of having
multifaceted definitions of specific words and objects speaks to my embattled familial
situation; at the same exact time, one can feel one way, and can also feel another. This
discord proves to be obstructive and hindering at times, but as I recognize this
occurrence, I begin to process it in my work to further understand it.

Obstacle
The first element to this process is rust. With the pendulous spectrum and all of its
variants being the core concept of my work, a common thread that consistently appears in
my work, albeit different every time, is the representation of an obstacle that I must
endure. Despite the difficulties I face when doing so, I continue to persevere. This
directly relates to my experiences with my family, and within Amaranthine, rust serves as
this obstacle. I decided upon rust when I began thinking of the roses my father drew and
what they mean to me. The roses are a symbol of pure love, and the only way for a flower
to grow (for a relationship to grow) is for one to nurture it. By watering these roses, I am
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attempting to nurture them. However, by using steel structures encased in fabric to create
these roses, the result of watering them is the creation of rust. Despite how hard I try to
maintain, nourish, fix, and prosper my familial relationships, tragedy always seems to
transpire. But even after experiencing this tainting and degrading rust, I continue to
persevere.

Systems
With this specific obstacle outlined, I then focus on the simultaneously coexisting
realities that I am exploring. In order to understand this, I must create systems to do so.
Interdisciplinary artist Claudia O’Steen creates work in a similar fashion. “She uses
sculpture as a tool for observation and perception by creating instruments and devices
that capture and translate transitional moments, returning information distorted,
amplified, and transformed. Using these devices, she attempts to orient herself by
examining place via the lens of personal experience and primary observation, often
selecting points that are ultimately impossible to calibrate against. Failure, error, and
disorientation are all important means to understanding her circuitous process of
discovery.” (O’Steen 1).
In her most recent series, Keweenaw Observing Station (Figure 11), created in
collaboration with artist Aly Ogasian, both O’Steen and Ogasian create an intricate
network of systems and instruments to observe and record the current and projected state
of Lake Superior and the Great Lakes System, regarding the effect of climate change.
They use various mediums to “poetically measure wind, waves, visibility, water level,
and temperature, exploring both the possibilities and limitations afforded by perceptual
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observation. (O’Steen 2). The work harmoniously balances the scientific and the whimsy,
giving an artful analysis of fact and interpretation of this body of water, and the
relationship that the artist and viewer has to it. Each instrument records the varying
changes that occur each day on the lake. Numerous white and yellow striped beams
extend over the water, and in one system, a writing utensil is attached to one, the tip
pointing down toward a piece of paper (Figure 11a). This piece of paper is attached with
binder clips to a floating block that sits atop the water. As the wind blows and the water
moves, unrepeatable marks are recorded on the paper, creating a document that could
only ever be made there, on that day, influenced by the environment that surrounds it
(Figure 11b). The product is as unique as the system that created it. Through this process,
by using various instruments and systems, one can infer that through trial and error, some
failure has occurred, which O’Steen has said is often desired in her work.
Much like in O’Steen’s process, as I examine my familial relationships and the
adverse realities I am facing through the use of my own unique systems, I, too, encounter
moments of failure, error, and disorientation. There is a fluctuating progressiveness to
this process, but it is necessary and effective for my concept. I find that this is important
for my process, because through trial and error, I am able to improve my formal process
making, which also helps clarify the confusion I have. To help further this clarification,
as well as to ease the digestion of my work both formally and conceptually, this is where
the systems come into play. As will be discussed later on, specific procedures to sew,
weld, and rust my work inherently creates the systems that I use. When considering the
systems themselves and the unexpected results they may warrant, one must acknowledge
the role that chance plays in these instances. I use the same systems with varying
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materials, yet the result is up to chance. Sometimes the result is shown physically in the
art, and other times it is a change within myself that I feel. Sometimes it is a combination
of the two. And as I use the systems that I have created using all of the different materials
aforementioned, little by little with each attempt, I begin to make sense of my situation.

Chance and Control
In 1913, artist Marcel Duchamp created a piece called Erratum Musical (Figure
12), where he created a score of music derived from the “chance procedure”, also known
as “chance operation(s)”, with his two sisters, who are both musicians. At random, they
drew twenty-five notes from a hat, and they arranged and recorded these notes into a
song, keeping them in the order that they were pulled from the hat (Ya-Ling 1). By doing
this, he has created a random sequence, even though the factors that went into the song
were set and calculated.

The kind of ‘chance’ used by Duchamp is one where the precise sequence of a set
of carefully described elements are assembled into one instance of a very large,
complex permutation itself deflected from being purely mechanical through the
intervention of an interpreting consciousness… As a result, even though these
works are technically deterministic–limited set of elements, limited set of possible
outcomes (all the possible arrangements of notes in the score could be worked out
mathematically)–the actual implementation has the character of being “random”
because there is no overriding intelligence actually setting the pieces into a
particular order, even though their arrangement is (paradoxically) dependent on an
overriding intelligence. It is only possible to perceive the order from the vantage
point of process, where each individual ‘score’ or ‘implementation’ is a particular
instance of the rules being followed in a specific way. This is the meaning of what
Duchamp terms his ‘chance operations.’
(Betancourt 1)
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Duchamp has taken himself out of the piece in a way by only using specific
elements to create the score. Because his instructions are so specific, this naturally leaves
gaps in the score for one to fill in with their own biases and interpretations, which has the
capacity to be endless depending upon who interprets the piece. Inherently, his control
over the piece is somewhat relinquished, because even when he follows specific
instructions, the end result can never truly be predicted when in the hands of other
interpreters. The input is always structured and specific, while the output is a limitless
creation, especially when other factors are added during the process. Different people
“playing” the score with whatever “instrument” they decide to use will consistently make
a new version of Erratum Musical. As an additional thought, when others interpret the
piece, while still following Duchamp's score, they then have made their own score. If one
were to follow this new score through the lens of their interpretation, you would still have
an unpredictable outcome. But regardless of who follows the score and what the outcome
may be, the element of control is always out of the interpreter's hands.

The omissions left in the instructions for these works are significant. Because
there are areas which remain unknown in the how of implementation, each time
these instructions are implemented, the one following the instruction is forced to
“fill in” the missing details,(3)thus introducing a very significant variable into an
otherwise mechanical process. It is not possible to simply sit down and perform
the necessary permutations of elements (using a computer program for example)
and produce the totality of all possible scores; such a construction would only
result in all possible scores producible using those assumptions about how to fill
in the details. Logically, different assumptions produce a different score. This is
an important factor since it sets the emphasis in neither the results nor the
mechanical process, but in how that mechanical process is imagined by the
implementer.

(Betancourt 2)
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By following a certain set of rules, giving myself a schedule to go by, and by
calculating my use of materials, I am attempting to gain control over the system I have
created. But I only have partial control over these systems. The result is beyond my
control and is now in the hands of chance. Much like my relationship with my family,
there are only so many things that I can do. No matter how often and regimented, and
regardless of my effort, the outcome seems to always be what it wants to be. Myself/life
is my “score”, which is represented in my work, and my family members are the
“interpreters”. They change the score to how they see fit, because I allow them to have
access to my score. I truthfully only have control over this and this alone. Everything else
is out of my control, as much as I would like to think it is not. This does not inhibit me
from trying, though.
As mentioned previously, I use three specific types of systems: welding, sewing,
and rusting. Each system has a varying degree of control, which is something I had not
realized until a few months into creating this body of work. Upon this realization, I began
to weigh the amount of influence that chance and control have in each process. The less
control I have, the more the outcome is subjected to chance. The more control that I have,
the less the outcome is subjected to chance.
I have very little control during the rusting process. I purposefully place the metal
sculptures outside for optimal rusting conditions, follow a set schedule of when I water
the metal, how much water I use, and if I use an accelerant with the water. What I cannot
control is the weather, the susceptibility of the metal, and the rust itself. I can only set up
a few elements to this process, but the rest is ultimately out of my control.
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Welding has maximum control. I have created a formula (which is further
discussed in the section System 2: Rose Garden) to follow while I weld, which outlines
the amount of steel rods I need, what length to cut each rod to, and what order I need to
weld each rod together, which will result in a consistent result every time. I have full
control over this process.
Sewing has some control, residing in a place between the other two systems and
their processes. I have control over the pattern that I choose to sew, whether it be by hand
or by sewing machine, which is only applied to the topside of the fabric (the side that
faces me while sewing). However, the bottom of the fabric (the side that is facing the
ground while I sew) develops a “negative” of the pattern that I have created. This is an
unexpected byproduct, but nonetheless a welcome one. I am in control of the pattern that
I create and choose to sew, but I have no control over the secondary pattern that is created
underneath the fabric. I recognize that once I sew one specific pattern for a while, I am
then aware of, and can be considered in control of, the secondary pattern that develops.
To avoid this, I am able to use other primary patterns atop the fabric so as to keep the
secondary pattern always changing and unpredictable, ensuring that my control is
present, but not entirely.
Regarding the product, which ultimately is the artwork itself, and considering the
effect that “chance” has on the piece, I find that sometimes the result is either evident in
the physical art that I create, and/or is evident within myself and my emotional/mental
state.
To elaborate, when I rust, the result is completely up to chance, which makes it a
total physical change. However, this can also make me feel a number of emotions;
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sometimes this unpredictability is welcomed, where the lack of control is freeing, where
as other times, not being able to control any part of the result, despite my efforts, can be
an anxiety-inducing process. When I weld, I will always get the same physical result, so
the effect is more mental with this system. This tends to make me feel more stable and
sure of the process, as I can fully depend on it and the result. Sewing tends to have a
combination of the two; a variance of physical and emotional result. All of this is
reflective of my interactions with my family and serves as an analogy for my attempts to
nurture, fix, and repair the negativity within our family. And through these attempts, as I
struggle with the obstacles I face, I slowly begin to realize, and begrudgingly accept, that
there are times when I cannot do anything. I cannot control them, their actions, and how
they feel. I cannot always stop the negativity that they effectuate. Although I have gained
this small amount of clarity, because my level of control always varies, I still question the
pendulousness of my reality. With this questioning comes my interest in manipulation,
perspective, influence, and cynicism.
The photographer and videographer Joan Fontcuberta’s work has been
fundamental for my research regarding these themes. He creates photographs and videos
that play between the realms of reality and fantasy, all while fooling the viewer as they
take part in this process. “His work is whimsical and humorous, entertaining his observer
with curious subjects and preposterous scenarios. Yet, its origins are grounded in a
visceral cynicism towards the believability and manipulation of the photographic image
(Gurney-Read 1). This methodology has influenced my process in a way that makes me
think of the subject matter I am presenting, and how to manipulate it in a way that speaks
to the aforementioned themes to allow the viewer to experience my confusion.
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In his series titled Orogenesis - Landscapes without Memory, Fontcuberta takes
two-dimensional maps and inputs them into a simulation program. The program
considers the cartographic information of the maps and then generates them into
photographic landscapes. Fontcuberta uses image treatment programs in order to interpret
information from paintings, producing a “realistic” landscape that corresponds entirely to
art and which has no reference in real geography (Fontcuberta 1).
In his piece titled Orogenesis Kandinsky (Figure 13), he has created a generated
photographic landscape based on the painting Lake Starnberg by Wassily Kandinsky
(Figure 14). At first glance, the image looks to be real, and one would not initially think
that the photo has been generated by a program. It looks as if it is a photograph depicting
a real geographic location, but it is the AI-interpreted version of Kandinsky’s painting. It
is that sequence of realization that interests me. However, some viewers may never know
that the image they are looking at is not “real”, or even question this aspect, which often
takes a certain level of cynicism to do so.
Fontcuerta’s images have influenced the creation of my video, System 3:
Rumination, details of which are further explained in the section entitled System 3:
Rumination. Like Fontcuberta, I aim to alter the imagery that my viewer will see in a way
that is first perceived to be real, as in naturally occurring, but is in fact the opposite. Yet I
welcome all levels of belief when viewing my piece. This emulates my first impression
and reaction to the homunculus video, as well as Plato’s allegory, all of which embodies
the perceived confusion surrounding my reality.
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Processes
Throughout the creation of my body of work, and through the use of my systems,
I have discovered that process has progressively become more important. Showing
evidence of this process is the epitome of this body of work. My work speaks to process
in both senses of the word: formal art making processes as well as emotional and mental
processing of particular feelings and moments. When using the systems I have made, the
process in order to weld, sew, and rust has become more prevalent in my practice, as they
offer me a cathartic, repetitive, and rhythmic means to create my art, despite the result I
get. Unlike with the systems themselves, which, as discussed, do not always warrant a
predictable result, I find that with practice, the formal art making process used to make
each piece is consistent. As I technically become better at creating my art, I mentally and
emotionally process the content matter that my art embodies, ultimately giving me clarity
and understanding of my situation.
To show this progressive formal and mental/emotional process, I use sculpture
and installation techniques to formulate the layout of the gallery, wholly creating a fluid
psychological landscape. Various sculptural pieces are created based on the processes I
have used to create this installation, all to give the viewer a progressive feed of
information as they move through the space to represent the progressive and
transformative sequence that happens when I create my art using each system. The room
reads front to back, where a pathway leads the viewer in a pendulous path throughout the
installation. On this path, there are various sculptures that are purposefully placed in a
certain order so that the viewer will progressively gain information about each system.
Subsystem 1a: Labor of Love, Subsystem 2a: Structure(d), Subsystem 2b: Hymn of Labor
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are the pieces found along this path. Each of these sculptures abstractly represent certain
aspects of the systems I have made, where elements of sewing, welding, and rust are
evident in a mix of exaggerated and literal methods. They are made and arranged in this
way so that as the viewer travels along this path, viewing each of these sculptures,
progressively gaining information about the systems and processes they use, they are then
pendulously led towards and away from, depending on the viewers choice of direction,
the crux of the installation, System 1: Red Cave, System 2: Rose Garden, and System 3:
Rumination, which fully encapsulates everything about each system used.

Ritual and Repetition
To preface each piece before they are explained, ritual and repetition must be
discussed. As mentioned, the main methodologies used to create this body of work are
sewing, welding, and rusting, meaning that the primary materials used were fabric and
metal. Referencing back to the roses my dad draws, which serve as the source of
inspiration for this work, I utilize the color and shape of these roses; red diamonds. By
mainly using the same red color, with some subtle variations of the hue, and the
consistent diamond motif throughout the space, the sense of repetition begins to develop,
which will be further discussed in the upcoming sections.
To begin, I reference author Maggie Nelson and her book Bluets. This book
explores the in-depth relationship that Nelson has with the color blue, detailing moments,
people, objects, and experiences that truly make the color blue so important to her. It
began as an appreciation for the color, and slowly, assuredly, it became much more than
that. It became personal, and she fell in love with the color blue (Nelson 1). No matter
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where she may be, she is always drawn to any blue around her. She finds beauty in the
blue tarps that lay across fish stands, in the blue pants of her lover, in the blue eyes of her
friend that had been hospitalized due to an accident. Nelson is simply attracted to blue in
an almost obsessive manner, but regardless of her level of investment in said color, she
always attempts to understand the connection she has to it, giving each source of “blue”
the same amount of dedication and care. To Nelson, blue is beyond its place on the color
wheel. It is something that incites hope, and adversely, despair. “I am trying to talk about
what blue means, or what it means to me, apart from meaning.” (Nelson 16)
How she feels about the color blue is how I feel about the color red. The
investment I have in the rich, boundless color is sometimes beyond words, but I
recognize and chase the illusive connection I have to it so that I may understand it better,
just as Nelson does. I know the origin of my interest in red begins with the roses my
father draws in my birthday cards, but the inclination I have had to use the color red in
everything I create; to document anything I see that has the smallest bit of red in it is
beguiling. In an attempt to understand this level of focus, I follow the instinctive need to
use and work with red material. This path led to the selection of using red fabrics, thread,
and yarn, all of which represent varying degrees of the hue. While fabric is chosen for
many reasons, some of which include its ties to domesticity, warmth, the womb, and
security blankets, while adversely being chosen for subtle themes of anxiety, pressure,
and panicky claustrophobia, the tangibility of these materials provides me with an
immediate and literal approach to access the color physically. This outlet supplies my
questions with the means to seek answers; playing, sewing, and rusting the fabric
provides me the opportunity to understand my initial desire to have a relationship with
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red. And even as I have made this work, I still do not fully comprehend my infatuation. I
simply possess this need, and that process lets me explore it, and that is enough.
As I create the work based on my need to seek, discover, clarify confusion, and
mentally/emotionally process, as well as follow the processes and systems I have
implemented according to a schedule, repetition occurs. This repetition then begins to
become a ritual of sorts, birthed and nurtured by the equation I subsequently and
unknowingly created and followed; seek, sew, create, repeat.
As aforementioned, sewing and welding share the same repetitive qualities and
structure, causing this ritualistic pattern to also occur when I weld. My mind drifts and
my hands and muscle memory take over, and I slowly realize that each process has
become my own ritualistic therapy. It is comforting to be surrounded by similar shapes,
colors, and materials. It is even more comforting to know that the process to create each
piece is structured and attuned to my own being, aligned with the intentions and
questions I may have when creating, ensuring that they are always aligned with my
thesis, even despite the effects of chance and control. Regardless, each piece that is made
is a repetitive and, sometimes, an exaggerated expression of the processes used to create
them.

Subsystem 1a: Labor of Love
One of the first pieces to be encountered on the path the viewer will travel when
experiencing the work is Subsystem 1a: Labor of Love (Figure 15). This piece shows an
exaggeration of the sewing and rusting processes and how intensive these repetitions can
be. Chunky, overlapping patterns and clusters of yarn can be seen towards the bottom of
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the draped panel of fabric, all in varying hues and shades of red. As the exaggerated and
chaotically sewn patterns move upwards on the panel, they become less cluttered and
more organized, moving from haphazard to geometric. This ascended progression
represents the journey I travel when sewing; I progressively heal and gain clarity through
the physical art making process.
This panel of sewn fabric is draped across a rusty steel bar that is suspended from
the ceiling by rope. Everyday, an acidic solution was sprayed atop the fabric over the
steel, causing the bar to rust, the drippings seeping into the fabric and staining it a deep
oxidized orangey-red, becoming an exaggerated visual representation of rust itself.

Subsystem 2a: Structure(d)
Subsystem 2a: Structure(d) (Figure 16) is a sculpture that represents the
exaggeration of the welding process, as well as a figurative representation of myself
during this entire journey. Standing at 5 feet 2 inches, which is my exact height, the
sculpture consists of stacked and symmetrical diamonds that are snuggly welded together.
The height and precise layout enforces the figurative quality of the sculpture, yet
perspective can alter this. When walking around the piece, the perceived direction of the
overlapping lines of the diamonds changes, creating patterns and shadows that are only
visible from the respective viewpoint of the viewer, hinting back to my dance with
perspective along the pendulous spectrum I am traveling on. From the immediate front,
back, and sides, each line overlaps perfectly with the ones behind it, creating the illusion
that there are no other lines behind the one that is visible. However, once the viewer
walks around the piece, they quickly see the illusion fade and notice the many steel rods
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that make up the piece. Each quality held within this piece is representative of the
mental/emotional and formal artmaking process my art strives to break down and
comprehend, as do my other pieces. However, Subsystem 2a: Structure(d) speaks directly
to the body, showcasing not only the art itself, but what I have directly experienced
through this process.

Subsystem 2b: Hymn of Labor
As discussed further down in System 3: Rumination, video and audio play a vital
part in this installation. Subsystem 2b: Hymn of Labor (Figure 17) captures the sounds
made during the creation of this body of work, specifically focusing on the sounds of the
welding process. When welding, one must cut each metal rod to the exact length it needs
to be so that the correct diamond shape can be made. By taking these precisely cut rods,
arranging them in a row in the shape of “rose”, and suspending them from the ceiling by
rope, spacing them out so that they gently clink against one another, a wind chime is
created (Figure 17a). Harsh, aggressive sounds are turned soft and delicate, almost
adoringly, as each rod in the wind chime softly sways and clanks together here and there.
Despite each sound profile, the sound itself becomes a cathartic and familiar drum that
exists in the background of the space it exists in. By showing each rod, which is cut to the
length of rod used repetitively in the other pieces, in an organized and suspended wind
chime, each step of the processes can be witnessed and absorbed by both visual and
auditory input.
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System 1: Red Cave
Subsystem 1a: Labor of Love, Subsystem 2a: Structure(d), and Subsystem 2b:
Hymn of Labor all lead the way into the final section of the installation; a psychological
landscape. As a way to create an environment where my psychological landscape can
live, I have created System 1: Red Cave (Figure 18). This will house both System 2: Rose
Garden and System 3: Rumination within its walls. This space speaks to the Allegory of
the Cave, as well as the idea of a labyrinth. Labyrinth’s are more so about the journey
rather than the destination. This speaks to the layout of System 1: Red Cave; the walk that
the viewer takes in the space, going around and around System 2: Rose Garden, while
viewing the projection of System 3: Rumination, is more important than entering or
exiting the space.
As seen in Anish Kapoor’s piece, Leviathan (Figure 19), the internal space of the
piece is massive, yet is all consumed by the color red and the slight shadows from the
outside that have entered the space. Once within Leviathan (Figure 19a), which creates its
own internal space, it is hard to comprehend that there is a space outside of the piece,
taking you out of the reality you are truly in, and planting you within the reality that
Kapoor has created. (Kapoor, 1)
Similarly, in Robyn Leroy-Evans installation The Fall (Figure 20), saturated red
fabric lines the walls of the gallery space, disguising its traditional format and turning it
into a different space in a new reality. Video, light, and shadow all contribute to the
manifestation of this new realm. (Leroy-Evans, 1)
Lastly, the installation In Utero (Figure 21), by Cherrie Lau follows these same
methodologies; inner room v. outer room, light, shadow, and transformation. The piece
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has a direct funnel that leads into the entrance, and once within this “room”, you are
transported into the “inner” room that Lau has created, distracted enough to forget about
the “outer” room that the “inner” room exists in. (Lau, 1)
Considering the success that all of the aforementioned qualities that each of these
installations share, my body of work holds the same qualities within its confines. The use
of interior and exterior rooms by creating an internally accessible “room” within a larger
space is an effective way to transport the viewer into another “reality”, especially by
using shadow and light to mystify the outside and inside of the space. Combining the
influence of Plato’s cave, projection, and audio, all of these ingredients make for a hazy,
confusing, yet comforting psychological landscape that is able to deliver and house my
dichotomous thesis soundly.

System 2: Rose Garden
Now that the room to house my psychological landscape has been established, as
well as referencing back to my established obstacle of rust, I now begin to create my first
system; System 2: Rose Garden (Figure 22). Like in Phillip Pavia’s Ides of March (Figure
23) being made entirely out of bronze, and having dimensions of 240 W x 132 H x 60 D
inches, the diamond shaped sculptures he has created are domineering, strong, and stable
(Hofstra University 1). For my work, the diamond form is symbolic in two ways; the first
is that it is the three dimensional rendering of the two dimensional roses that my father
draws, and second is that it represents the simultaneous existence of both a normal and
subverted hierarchy (Figure 22a). Using this form subtlety reflects the dynamics of my
family in addition to it being a sentimental reference to my fathers illustrations.
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When transitioning the drawing into sculpture, I needed a way to be able to
understand the form in its new media and how to go about constructing it. To resolve this,
I developed my own formula (system) to follow while welding (Figure 24). By
constructing the diamond out of twelve steel rods, eight “long” and four “short”, which
only form the outermost lines of the shape, I create a form that is hollow within. This
negative space then becomes protected by the steel frame surrounding it. To cover each
diamond, I create a covering out of fabric, which is also constructed out of custom
patterns designed just for these forms (Figure 25). Bright red fabric is chosen not only
because it relates back to my father’s drawings, but for the aforementioned qualities of
being warm and domestic, yet also anxiety and claustrophobia-inducing. By spraying the
roses with a water and vinegar solution during the nurturing process, rust is then
produced, which the fabric holds and spreads over time with continuous watering
sessions. This further demonstrates the tainting that each negative moment that transpires
within my family brings despite my efforts to care for and tend to them as individuals and
as a whole familial unit.

System 3: Rumination
As mentioned in the allegory, the fire serves as a source of illuminating
knowledge. This is what creates the shadows cast by the real objects. For this body of
work, the fire is represented by the use of projection, which displays System 3:
Rumination (Figure 26). The content of these videos is also just as illuminating; each
video contains imagery that relates to personal moments of enlightenment. The first
portion of the video depicts two different moments in time of the same ocean scene.
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While one ocean is played at a normal duration, the other ocean is played in reverse.
Once each video has played through its cycle, it will then reverse itself, whether that is to
play normally or in reverse again (Figure 26a). The raw sounds from each clip are also
played normally and in reverse, although the difference is quite subtle. Both audio tracks
are split so that one plays only through the left channel, and the other plays only through
the right channel. In the space, numerous speakers will be placed throughout the
installation so that the viewer can hear each individual audio track at different intervals.
This layering of the same subject matter that has been taken at different points in time,
while being played in various ways, begs the viewer to question what they are seeing and
to wonder about the reality surrounding this environment. The second portion of the
video shows the earth from space moving very slowly in orbit, with an overlay of stars.
The stars blend perfectly into the black background behind the earth, however, they are
also overlaid atop the earth itself. The audio accompanying this portion of the video is of
two different audio tracks containing cricket and frog noises. These sounds are sounds
associated with earth, but only on the surface at a micro level. Showing the earth in orbit
from space depicts the earth at a macro level. The juxtaposition of the two videos causes
the viewer to question what they are seeing and what are the sources of the sounds they
are hearing.

Amaranthine
All of these systems come together to create my own amaranthine-like
psychological landscape (Figure 27) Each process that is displayed at the front of the
room is seen upon entrance, demonstrating the time-intensive and thoughtful steps taken
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to create the exhibition in its entirety. System 1: Red Cave is the cave in which all of this
takes place within. It stands as the surface for where the shadows of the roses in System
2: Rose Garden will be displayed upon. The projections used for System 3: Rumination
are the fire which illuminated the objects in the allegory. When viewing the shadows of
the roses, you cannot see any surface treatment; no red coloring, no rust, holes, or
deterioration. You simply see the dark-shadowed version of the garden. However, once
you see the garden itself, the real objects from where the shadows are coming from, you
can see red, rust, and deterioration. This is the actual state of reality that the roses are in.
Yet both the shadows and the roses themselves are real. Depending upon which
perspective you have in this installation, you are either faced with the fragmented part of
this reality, or the whole part of this reality. It is the viewer’s choice to decide which they
perceive, how long they do so, and their acknowledgement of the situation before them.
Yet, as the definition of amaranthine states, the exhibition is an unending experience. I
recognize that there is some sort of pressure to eventually choose one side or the other (to
continue to go through this or to leave my family and all of what comes with them), so
this is my process for understanding all of what is happening right now. It is a confusing
process because I am not sure what I will do. Will I stay in this gray area, or will I finally
choose to land on one of the ends of the pendulous spectrum that I always get so close to,
just to drift and move to the other one? Regardless of the end result and what it may
potentially be, I recognize the journey I have traveled, and am still traveling. I have come
to a point of rumination where I reflect on this journey, consider how things currently are,
and ponder the future. Whomever views my work is simply seeing the process of a
person who is trying to understand a complex familial situation. I humbly wish to show
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this experience through my work and hope that as the viewer walks through this
installation, that they gain even the smallest amount of this understanding, as well.

System 4: Portal
The final part of this installation rests in the very center of it all, System 4: Portal
(Figure 28); a small pool of water contained in a clear acrylic basin sits in the center of
System 2: Rose Garden. This pool of water picks up on the reflections, movements, and
impressions of the space and its surroundings. It takes all of this information in, and
becomes a blurry, reflective, and always-moving portal into the future. What is to come is
sometimes predictable, but often unknown. One can peer into this pool of water, but
cannot access it, much like one cannot fully know what the future holds. And it is this
pool of water that truly represents the future of myself and my family; I do not know
entirely what is to happen, but as I stand within my psychological landscape, peering into
System: Portal, I take in the everlasting nature of my situation with true acceptance.

Choice
I am able to do so, because I choose to do so. Ultimately, I do not have to. But I
want to. This is the choice I will always offer my viewer, especially when they are within
the space of Amaranthine. They may, or may not, ever enter the space. If they do, they
have the opportunity to loop around as much as they would like, mimicking the
neverending pendulousness of my situation, and particularly what it is like to keep my
family in my life. Or the viewer may loop it once and leave, providing them insight into
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an alternate reality, one where all it takes is one chaotically uplifting cycle with my
family to make up their mind to leave.
I have learned from this installation that the process I have gone through to arrive
where I currently am is monumental. I went into this body of work not seeking complete
understanding or absolutes, albeit admittedly wanting some hope to accomplish this, but
simply wished for a way to wade through the confusion. And it was not until I completed
this body of work that I made up my mind; I do choose to keep my family in my life, and
all of what comes with that decision. I recognize I will always be pendulously swinging
close to leaving them, and that I will always be floating in the gray area between, but I
know my compass has, is, and always will be drawn to being with them. I believe I have
been able to make this decision because of the work itself and through the systematic
processes and choices that it has offered me.
Regardless of all that is offered within this space, as well as my newfound
decision, the option to choose what the viewer will do within it is one of the most
important aspects of Amaranthine. I wish for the viewer to contemplate their choices. I
know the decisions I have made, and I accept them. I accept that my chosen circumstance
is everlasting, just as the definition of Amaranthine suggests.
And as I peer into System : Portal, I look forward to the choices I will make in my
next cycle of life, whatever that may be. I will create, I will process, and I will be okay.
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Figure 1. Family. Collage of photographs.
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Figure 2. Escapism: BTS, 2019. Installation, 770 pieces of paper, one 45 minute video
compilation composed of one second clips spliced together that are derived from over
150 minutes of footage from 30 different videos, one 60 minute video of continuous
GoPro footage of POV social media consumption. Variable dimensions.
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Figure 3. Attempting Insanity, 2021. Installation composed of two monitors, video
projection, and three abstract figurative paintings on maple wood boards. Variable
dimensions.
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Figure 4. Trial 1 and Trial 2, 2021. Home footage, surveyed argument, sounds of coping,
performance. (video still)
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Figure 5. Homunculus, 2016. Karney. (video still)
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Figure 6. Allegory of the Cave, 380 BCE. Plato.
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Figure 7. An interpretation of Plato’s Allegory of the Cave and Dante’s Inferno Painting,
2012. Jorge Arribasplata. Oil on canvas. 62 W x 72 H x 2.5 D in.
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Figure 8. Caverne, 2009. Huang Yong Ping. Resin cave with sculptures of Buddha and
Taliban figures, shadow projection. Variable dimensions. (detail view)
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Figure 8a. Caverne, 2009. Huang Yong Ping. Resin cave with sculptures of Buddha and
Taliban figures, shadow projection. Variable dimensions. (installation view)
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Figure 9. Birthday Card.
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Figure 9a. Birthday Card.
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Figure 10. Rise, 2006. Lesley Dill. Laminated fabric, hand-dyed cotton, paper, metal, silk
organza with cotton. Variable dimensions.
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Figure 11. Keweenaw Observing Station, 2021. Claudia O’Steen and Aly Ogasian.
Collaborative multimedia site responsive installation. Variable dimensions. (installation
view)
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Figure 11a. Keweenaw Observing Station, 2021. Claudia O’Steen and Aly Ogasian.
Collaborative multimedia site responsive installation. Variable dimensions. (detail view)
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Figure 11b. Keweenaw Observing Station, 2021. Claudia O’Steen and Aly Ogasian.
Collaborative multimedia site responsive installation byproduct. Variable dimensions.
(detail view)
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Figure 12. Erratum Musical, 1913. Marcel, Yvonne, and Magdeleine Duchamp. Sheet
music.
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Figure 13. Orogenesis Kandinsky, 2004. Joan Fontcuberta. AI generative landscape.
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Figure 14. Lake Starnberg, 1908. Wassily Kandinsky. Oil on board. 38.2 W x 2.8 H in.
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Figure 15. Subsystem 1a: Labor of Love, 2022. Fabric, yarn, rusted steel pipe, hand
stitched rust-dyed rope. Variable dimensions.
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Figure 16. Subsystem 2a: Structure(d), 2022. Abstract steel figurative sculpture. 36 W x
62 H x 24 D in.
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Figure 17. Subsystem 2b: Hymn of Labor, 2022. Rusted steel rods, yarn, hand stitched
rust-dyed rope. 72 W x 48 H in. (installation view)
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Figure 17a. Subsystem 2b: Hymn of Labor, 2022. Rusted steel rods, yarn, hand stitched
rust-dyed rope. 72 W x 48 H in. (detail view)
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Figure 18. System 1: Red Cave, 2022. Fabric, yarn, hand stitched rust-dyed rope. Variable
dimensions.
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Figure 19. Leviathan, 2011. Anish Kapoor. PVC. 328 W x 110 H x 237 D ft.(internal
view)
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Figure 19a. Leviathan, 2011. Anish Kapoor. PVC. 328 W x 110 H x 237 D ft. (external
view)
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Figure 20. The Fall, 2019. Robyn LeRoy-Evans. Paradisiacal imagery, fabric installation,
whispering water elements, video projection. Variable dimensions.
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Figure 21. In Utero, 2014. Cherrie Lau. Umbrella, communal umbilical cord style
drinking area. Variable dimensions.
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Figure 22. System 2: Rose Garden, 2022. Rusted steel, fabric. Variable dimensions.
(installation view)
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Figure 22a. System 2: Rose Garden, 2022. Rusted steel, fabric. Variable dimensions.
(detail view)
65

Figure 23. Ides of March, 1962. Philip Pavia. Bronze sculptures. 240 W x 132 H x 60 D
in.
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Figure 24. Welding Formula, 2022. Sketch on paper. 8 W x 11 H in.
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Figure 25. Rose Covering.
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Figure 26. System 3: Rumination, 2022. Video projection of footage of the Atlantic
Ocean, found footage of the earth from space, audio tracks of ASMR, white noise,
crickets, frogs, and crashing waves. Variable dimensions. (video still)
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Figure 26a. System 3: Rumination, 2022. Video projection of footage of the Atlantic
Ocean, found footage of the earth from space, audio tracks of ASMR, white noise,
crickets, frogs, and crashing waves. Variable dimensions. (installation view)
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Figure 27. Amaranthine
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Figure 28. System 4: Portal, 2022. Acrylic, water. 36 W x 6 H x 36 D in.
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